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LPDJHV WKH UHVXOWLQJHIIHFWEHLQJRQH LPDJHDSSHDUVDVDJKRVW
RI WKHRWKHU FKDVLQJ LWV FRXQWHUSDUWEXWQHYHUTXLWH UHDFKLQJ LW













RQWKH¿UVWRFFDVLRQWKDWPhenomenology of Zeitgeist Jidai seishin 
QRJHQVKǀJDNXDSHUIRUPDQFHZLWKWZRDQDORJXH¿OPSUR-





PRVWO\ LJQRUHG ,Q WKHHGLWHGFROOHFWLRQ([SDQGHG&LQHPD$UW
3HUIRUPDQFH)LOP 7DWH  WKH RQO\ -DSDQHVH DUWLVWVPHQ-
tioned were the Kansai-based artist collective Gutai, whose contri-
EXWLRQVWRFLQHPDEH\RQGGRFXPHQWLQJWKHLUDFWLRQVDQGDFWLYLWLHV
were minimal, and Iimura Takahiko, whose artworks mentioned 
ZHUHRQO\WKRVHPDGHRUSUHVHQWHGRXWVLGHRIKLVKRPHFRXQWU\
7KLVNLQGRIRPLVVLRQWKRXJKFHUWDLQO\QRWLQWHQWLRQDOFUHDWHVD
GRPLQDQW QDUUDWLYH WKDW WKHPRYHPHQW H[LVWHG SULPDULO\ DPRQJ
(XUR$PHULFDQDUWFLUFOHVDQGÀDWWHQVQRWRQO\WKHJHRJUDSKLFDO
VFRSH WKHPRYHPHQW UHDFKHG EXW DOVRPLQLPL]HV LWV LPSDFW RQ
-DSDQHVHDUW
5HVHDUFKDQGFXUDWRULDODFWLYLWLHVRIUHFHQW\HDUVVXFKDV
WKRVH LQLWLDWHG E\ VFKRODUV RI -DSDQHVH DUWV DQG FLQHPD DVZHOO
DVPHPEHUVRI&ROODERUDWLYH&DWDORJLQJ-DSDQLQFOXGLQJP\VHOI
KDYH VRXJKW WRKLJKOLJKW FRQWULEXWLRQVPDGHE\ -DSDQHVH DUWLVWV
WRH[SDQGHGFLQHPDLQRUGHUWRVKLIWLWVFXUUHQWKLVWRULFL]DWLRQWR
LQFRUSRUDWHDEURDGHULQWHUQDWLRQDOSHUVSHFWLYH,QWKHLU(QJOLVK





the series Throwing Shadows: Japanese Expanded Cinema in the 
Time of Pop -DQXDU\ZKLFKZDVSUHVHQWHGDW7DWH0RGHUQ































-DSDQDQGHOVHZKHUH±±ERWKPhenomenology of Zeitgeist DQG0L\DL
5LNXUǀPRVWO\JRXQPHQWLRQHGLQWKHUHFHQWKLVWRULFL]DWLRQRIH[-
SDQGHGFLQHPDLQWKH(QJOLVKODQJXDJH,QWKHSDVWWHQRUVR\HDUV
PDQ\ HYHQWV DQG VHYHUDO SXEOLFDWLRQV KDYH LGHQWL¿HG H[SDQGHG
FLQHPDDVDQLQWHUQDWLRQDOSKHQRPHQRQWKDWWUDQVFHQGHGQDWLRQ-
DOERXQGDULHVLQWKHVDQG¶VZLWKDUWLVWVVXFKDV&DUROHH
6FKQHHPDQQ 6WDQ9DQ'HU%HHN 5REHUW:KLWPDQ0DOFROP /H
*ULFH/LV5KRGHVDQG9DOLH([SRUWEURDGO\FRQVLGHUHGNH\¿J-






























WHUPV:KLOH ZH FRQVLGHU WKH FKRLFHV WR KDYH EHHQPDGHZLWK
FDUH WKH\DUHE\QRPHDQVPHDQW WREHFRPSUHKHQVLYHDQGZH






to demonstrate the texts were neither anomalies nor debates held 
LQLVRODWHGFOLTXHV7KHSULQWHGPDWWHULQZKLFKWKHVHHVVD\VZHUH
DFFRXQWRI WKHH[LVWHQFHRI WKLVKLVWRULFDOPRYHPHQW LQ LWV ORFDO
DUW DQG¿OPKLVWRU\:HDOVR FXUDWHG VPDOOHU VFDOH SHUIRUPDQFH
DQG H[KLELWLRQ SUHVHQWDWLRQV RQ -DSDQHVH ([SDQGHG &LQHPD DW
(\H)LOPPXVHXP$PVWHUGDPWKH$UW,QVWLWXWHRI&KLFDJRDQG
%2=$5&HQWUHIRU)LQH$UWV%UXVVHOV$VWKHVHZRUNVHQFRXQ-
WHUHGDSXEOLF IRU WKH¿UVW WLPH LQ\HDUVPXVHXPVEHJDQ WRH[-
SUHVVWKHLULQWHUHVWLQDFTXLULQJWKHPIRUWKHLUFROOHFWLRQVHQVXULQJ



















DV WKH\ SHUWDLQ WR WKH$PHULFDQ DQG(XURSHDQ GLVFRXUVHZRXOG
EHWRUHGXFHWKHFULWLFDOGHEDWHVLQYROYLQJWKHVHWHUPVXSRQDQG








WHQ WRDGYRFDWHDFHUWDLQZD\RIXQGHUVWDQGLQJ WKH WHUPV UDWKHU
WKDQDQDO\]LQJWKHPZKLFKPD\DFFRXQWIRUZK\VRPDQ\DUWLVWV
SUDFWLFLQJH[SDQGHGFLQHPDZURWHDERXWLW,QWKLVVHQVHWKHZD\
³LQWHUPHGLD´ DQG ³H[SDQGHG FLQHPD´ZHUH GLVFXVVHG DQG SUDF-















UHFHQWO\EHHQDFTXLUHG LQWRFROOHFWLRQV WRJHWKHUZLWK WKHQHFHV-
VDU\ LQVWUXFWLRQV PDWHULDOV DQG GRFXPHQWDWLRQ $OWKRXJK H[-
SDQGHGFLQHPDFRXOGHQWHUPXVHXPFROOHFWLRQVLQDVLPLODUZD\V
RQHRIWKHUHDVRQVWKLVKDVEHHQSUHYHQWHGLVWKHODFNRIUHVRXUFHV




LV VXIIHULQJ D FULVLV RI SUHVHUYDWLRQ HVSHFLDOO\ FRQVLGHULQJ WKDW
KLVWRULFDOZRUNVRQDQDORJXH¿OPDUHYXOQHUDEOHWRGHWHULRUDWLRQ
2 This is also a reflection of the Japanese art community in the 1960s and ’70s, where artists par-
ticipated in critical discourse as editors, writers, and participants of panel discussions that were 
transcribed and published. For example, Iimura Takahiko and Matsumoto Toshio were both on the 
editorial board of Kikan Film [Film quarterly] as well as being regular contributors.
RULJLQDOO\ SXEOLVKHGZHUH VLPLODUO\ YDULHG$V WKH QRWLRQ RI LQ-
WHUPHGLDDQGWKHSUDFWLFHRIH[SDQGHGFLQHPDWRXFKHGRQGLIIHU-
HQWDUWLVWLFGLVFLSOLQHV WH[WVZHUHSXEOLVKHGLQPDJD]LQHV LQ WKH
GLIIHUHQW¿HOGVRIDUFKLWHFWXUH6KǀWHQ.HQFKLNX[Commercial ar-


















WKHVH WHUPVZHUH LPSRUWHG ,Q VRPHFDVHV DVZLOO EHGLVFXVVHG
ODWHU,QWHUPHGLDDQG([SDQGHG&LQHPDZULWWHQLQNDWDNDQD, were 





1 Here I acknowledge the work of our colleague Uesaki Sen, ex-archivist at Keio University Art Center, 
who handled documents related to S!getsu Art Center in their archive and was instrumental in setting 
up the online publication of these ephemera as part of the launch of post (https://post.at.moma. org/), 
the online platform for C-MAP (Contemporary and Modern Art Perspectives), an internal research 
initiative by the Museum of Modern Art, to which Ann Adachi-Tasch, Hirasawa Go, and I contributed. 
In his role as archivist and researcher, Uesaki is concerned with the temporality of ephemera, par-
ticularly as it pertains to events, and that promotional materials shouldn’t be considered historical 










SOLQDU\ UHVHDUFK LQ DFDGHPLFFLUFOHVZKLFKRIWHQPDWHULDOL]HDV
FURVVGHSDUWPHQWDOUHVHDUFKSURMHFWVDQGHQFRXUDJHVWKHVKDULQJ




DOLW\RIWHQXVHGE\ OLWHUDU\VFKRODUVSRVLWLRQHG³WH[WV´ WREH LQ
GLDORJXHZLWKRQHDQRWKHU.ULVWHYD/HKWRQHQ
LQWHUDUWLDOLW\ZKLFK GHVFULEHG WKH LQWHUUHODWLRQV EHWZHHQ DUWLVWLF























OXFNLO\D¿OPSULQWRIPhenomenology of Zeitgeist KDGEHHQNHSW
E\.DWǀ<RVKLKLUR IRXQGHURI WKHDUWLVWJURXS=HUR-LJHQ>=HUR
'LPHQVLRQ@ SUHVXPDEO\DV LW IHDWXUHV WKHJURXS¶V VWUHHWSHUIRU-
PDQFHDVSDUWRIWKHIRRWDJH,WZDVWKURXJKDUFKLYDOUHVHDUFKDQG
LQWHUYLHZVZLWKWKHDUWLVWVWKDWZHZHUHDEOHWRDVFHUWDLQWKH¿OP
ZDV SDUW RI D PXOWLSURMHFWLRQ SHUIRUPDQFH ,Q VXFK FDVHV ZH







ODWHU ,Q WKLV VLWXDWLRQZKHUH GRFXPHQWDWLRQ LV VSDUVH WH[WV DQG
DUWLFOHVGLVFXVVLQJWKHEURDGHUVXEMHFWRIH[SDQGHGFLQHPDDUHLQ-
VWUXPHQWDOLQSURYLGLQJDQRWKHULQVLJKWLQWRWKHZRUNVWKHPVHOYHV
DQG WKH WUDQVODWLRQVRI WKHVH WH[WV LQWR(QJOLVKQRW RQO\ZLGHQV
WKHLUDFFHVVEXWDOVRHQDEOHVDIXOOHUXQGHUVWDQGLQJRIZKHUHWKHVH
ZRUNVFDPH IURPHSKHPHUDO DV WKH\DUH$V VXFKZHFRQVLGHU





KRPH FRXQWU\ DQG VRXJKW DFFHSWDQFH HOVHZKHUH 7KHVH DUWLVWV
LQFOXGH <RNR 2QR <D\RL .XVDPD 6KLJHNR .XERWD ,GHPLWVX
0DNR 6KLRPL 0LHNR DQG 6DLWǀ 7DNDNR 7KH -DSDQHVH DUWLVWV
$NL\DPD .XQLKDUX $\2 ,FKL\DQDJL 7RVKL .RVXJL 7DNHKLVD
6KLJHNR .XERWD<RNR 2QR 6DLWǀ 7DNDNR 6KLRPL0LHNR DQG
7RQH<DVXQDRZHUHLQYROYHGLQWKHLQWHUQDWLRQDOQHWZRUN)OX[XV
DVPHPEHUV DQG XSRQ WKHLU UHWXUQ WR -DSDQ VKDUHG WKHLU SHHUV¶
works at events such as )OX[XV:HHN DW*DOOHU\&U\VWDO7RN\R
6HSWHPEHUDQG'XHWRWKHLUFORVHDI¿OLDWLRQ








5XPEOHV IURP WKH 8QGHUJURXQG´ ,LPXUD UHSRUWV RQ WKH ODWHVW
ZRUNVE\DUWLVWV6WDQ9DQ'HU%HHN5REHUW:KLWPDQDQGWKHDUW-
LVWJURXS86&2DVZHOODVKLVH[SHULHQFHYLVLWLQJDGLVFRWKHTXH
LQ 6DQ )UDQFLVFR IRU WKH -DSDQHVH ¿OPPDJD]LQH(LJD+\ǀURQ
>&LQHPDFULWLFLVP@:KLOH WKH MRXUQDO FRYHUHGDZLGHU VFRSHRI
DUWV EH\RQG FLQHPD LWV SULPDU\ FRYHUDJH ZDV RQ FLQHPD DQG
VSHFL¿FDOO\RQH[SHULPHQWDO¿OP,QWKHDUWLFOH,LPXUDVSHOOVWKH
word “intermedia” in its NDWDNDQDUHQGHULQJWKUHHGLIIHUHQWZD\V
ZKLFK LQGLFDWHV WKHUHZDVQ¶W \HW FRQVHQVXV RQ KRZ WR VSHOO LWV
4 Midori Yoshimoto provides an account of Japanese women artists in New York in her book Into 
Performance: Japanese Women Artists in New York (New Brunswick, NJ: Rutgers University Press, 
2005). The lack of opportunities in Japan for women artists may also explain the absence of women 
from Japanese discussions on Intermedia and Expanded Cinema and the fact that there were barely 
any women artists whose work at the time could be categorized as expanded cinema.
5 The event series was co-organized by Ichiyanagi Toshi, Yamaguchi Katsuhiro and Akiyama Kuniharu 
and involved performances by Shiomi Mieko, a concert by Ichiyanagi, Akiyama, Takemitsu T!ru, Tone 
Yasunao and an event by Yamaguchi. The event series also included a film screening, which included 
a film by Dick Higgins as well as Nam June Paik and Japanese animator Kuri Y!ji.
6 Iimura’s films Ai (Love, 1962–63) and Kuzu (Junk, 1962) include a soundtrack by Yoko Ono and Kosugi 
Takehisa, respectively. Iimura and Kosugi worked together again later for Iimura’s film New York Day 
and Night (1989).
UHOHYDQFH LQ WKHSDVW WZRGHFDGHVSDUWLFXODUO\ZLWKLQ(XURSHDQ








VLDVWLFDOO\ SLFNHG XS E\ -DSDQHVH DUWLVWV DQG FULWLFV$V GHPRQ-


















IURP -DSDQ DQG WR1HZ<RUNZDV SDUWLFXODUO\ FRPPRQ DPRQJ
ZRPHQDUWLVWVZKRVWUXJJOHWRJHWWKHLUZRUNUHFRJQL]HGLQWKHLU
3 Iimura Takahiko and artist Kanesaka Kenji first traveled to the United States through their acceptance 
into the International Seminar at Harvard University. Iimura extended his stay through the Japan 




¿OLDWLRQ DOVR UHPDLQHG LQWDFW WKURXJK WKH SDUWLFLSDWLRQRI DUWLVWV
OLNH 7RQH<DVXQDR DQG WKH SURMHFWLRQ RI(DVLO\ %XUQDEOH (DUV
0RH\DVXLPLPLE\.DQHVDND.HQMLLQWKHIRUPRIDKDS-
SHQLQJWKDWLQFRUSRUDWHGDSHUIRUPDQFHEDVHGRQWKHHYHQWVFRUH
/LFNLQJ 3LHFH  E\ )OX[XV IRXQGHU %HQMDPLQ 3DWWHUVRQ
ZKHUHLQWKHLQVWUXFWLRQVRXWOLQHGIRUDZRPDQ¶VERG\WREHFRY-
HUHGZLWKZKLSSHGFUHDP.DQHVDNDLQWHUUXSWHGKLVRZQ¿OPZLWK
WKLV ³HYHQW´ FRYHULQJ WKHPRGHO+LMLUL&KLNR FRQVLGHUHG WR EH
-DSDQ¶V7ZLJJ\DWWKHWLPHZLWKZKLSSHGFUHDPDQGLQYLWLQJKLV
DXGLHQFHDQGRWKHUSDUWLFLSDQWVWROLFNLWRIIKHU
,QWHUPHGLD $UWV )HVWLYDO ZKLFK WRRN SODFH DOPRVW WZR
\HDUV ODWHUZDV VLPLODUO\ LQGHEWHG WR WKH LQWHUSUHWDWLRQRI LQWHU-
PHGLD WKDW GHULYHG IURP )OX[XV DFWLYLWLHV 2UJDQL]HG E\ 7RQH
<DVXQDRD)OX[XVPHPEHUIRXURXWRIWKH¿YH-DSDQHVHDUWLVWV
LQFOXGLQJ7RQHKDGEHHQWHPSRUDULO\EDVHGLQ1HZ<RUNDQGKDG
SDUWLFLSDWHG LQ )OX[XV (YHQWV E\ )OX[XV DUWLVWV*HRUJH%UHFKW
-DFNVRQ0DF/RZ%HQ9DXWLHU7RPDV6FKPLW1DP-XQH3DLN
DQG'LFN+LJJLQVZHUH SUHVHQWHG DV SDUW RI WKH IHVWLYDO E\ OR-
FDODUWLVWVEDVHGRQWKHLUHYHQWVFRUHV7KHLQIDPRXVSKRWRJUDSK
RI 'LFN +LJJLQV SHUIRUPLQJ'DQJHU 0XVLF 1R   FDQ









PHUVLYHHQYLURQPHQW Even more inclined toward this direction 
8 The works presented by Tone Yasunao and Kosugi Takehisa similarly involved electronic media, speci-
fically music, indicating the direction in which their endeavours in music were heading. 
-DSDQHVHLWHUDWLRQSUREDEO\DVLWZDVWKH¿UVW LQVWDQFHLQZKLFK














7KH ¿UVW HYHQW ,QWHUPHGLD ZDV FRRUJDQL]HG E\ 6DWǀ





)LOP *DOOHU\ ZKLFK KH SUHVHQWHG IRXU WLPHV EHWZHHQ -DQXDU\
DQG$SULOD\HDUSULRU WRWKHHYHQW,QWHUPHGLD77KHSDP-
SKOHWSXEOLVKHGIRU WKLVHYHQW LQFOXGHVVHYHUDOHVVD\V WUDQVODWHG
IRUWKLVERRNZKLFKVRXJKWWRGH¿QHWKHQHZO\HVWDEOLVKHGWHUP
³LQWHUPHGLD´LQUHFRJQLWLRQRIWKHIDFWWKDWPRVW-DSDQHVHDXGL-
HQFHV ZRXOG QRW KDYH XQGHUVWRRG LWV PHDQLQJ LQ WKDW PRPHQW
:RUNV WKDWZHUHSUHVHQWHGDW WKLV HYHQW VHULHVZHUHFDWHJRUL]HG
LQWRIRXUVHFWLRQV¿QHDUWKDSSHQLQJH[SDQGHGFLQHPDDQGFLQ-
HPD1HYHUWKHOHVVRXWRISDUWLFLSDQWVSUHVHQWHGZRUNVWKDW
7 In the second part of the series, J!nouchi Motoharu presented VAN Document (1966), which was 
described as a “Happening-film” on the flyer and involved the artist interrupting the projection of his 
film with his body and whipping the wall during the projection. Performances such as these would 
later be described as “intermedia” or “expanded cinema.”
24 25






SODQQLQJ WKHHYHQWD IHZZHHNVEHIRUH&URVV7DON  ,QWHUPHGLD, 
7RQHVDZWKHODFNRIFULWLFDOLW\LQWKHQHZGLUHFWLRQWKDWLQWHUPH-
GLDZDV WDNLQJ DV DPLVLQWHUSUHWDWLRQ ,Q GHVFULELQJ KLV UHDGLQJ
RI,QWHUPHGLD7RQHWZLFHLQYRNHGKLVYLHZLQJH[SHULHQFHRIWKH











LW+H UHIHUUHG WR WKLVFRH[LVWHQFHDVzentaisei WRWDOLW\9 Rather 
WKDQDVLPSOHLQWHUDFWLRQEHWZHHQGLVWLQFWPHGLD7RQHIHOWZRUNV








WKH FRQFHSWZULWLQJ RQ WKH ³GLDOHFWLFV EHWZHHQ WKHPHGLD´ DQG
9  Tone discusses Arnulf Rainer in the context of intermedia (Tone 1967, 104 and 1968, 83). Tone recalled 
a screening of Arnulf Rainer at Minami Gallery, Tokyo, during the exhibition of Arnulf Rainer’s work in 
1962 (Sait! et al. 1970, 66).
was &URVV 7DON  ,QWHUPHGLD DQ HYHQW VHULHV FRRUJDQL]HG E\
$PHULFDQFRPSRVHUV.DUHQ5H\QROGVDQG5RJHU5H\QROGVZLWK



































the audience bore witness to what Ichikawa would call an “acci-
GHQW´RUDQDFWRI,QWHUPHGLD
,Q SDUW ,FKLNDZD¶V LQWHUSUHWDWLRQV RI LQWHUPHGLDZHUH
LQÀXHQFHGE\WKHWLPHKHVSHQWLQ1HZ<RUNEHWZHHQDQG
SUHFLVHO\ZKHQLQWHUPHGLDZDVJDUQHULQJDORWRIDWWHQWLRQ
















animator Manabe Hiroshi declared he “distrusts” in what he called 
³KDOIEUHHG LQIDQWV´ERUQ IURPVǀJǀJHLMXWVX <RVKLGD
7KH VWDWHPHQW DOEHLW D SDUDSKUDVHG UHFROOHFWLRQ IURP<RVKLGD
KDUNVEDFNWRDFDUWRRQ0DQDEHGUHZWRDFFRPSDQ\KLVDU-




DIWHU WKHP UHYHDOLQJ D ¿JXUHZLWK IRXU EUHDVWV VXJJHVWLQJ WKDW
VǀJǀFDQOHDGWRGHIRUPLWLHVDQGVLPSO\MX[WDSRVLQJPHGLDGRHVQ¶W















bara-bara zentaisei´  ZKHUH WKH LQGLYLGXDOPHGLD
UHPDLQLQWDFWLQWKHSURFHVVRIPL[LQJZLWKRWKHUV,IWKHDXGLHQFH








WKURXJK*HRUJH0DFLXQDV¶Expanded Arts Diagram 2Q
0DUFK ,FKLNDZDRUJDQL]HG WKH([SDQGHG$UW)HVWLYDO
DWWKH.LVKL0HPRULDO*\PQDVLXPLQ6KLEX\D7RN\RZKHUHKH


































GHOLEOHPDUN LQ D SHULRG RI -DSDQHVH DUW KLVWRU\ WKDW LV EURDGO\
FRQVLGHUHG WREHRQHRI LWVPRVWG\QDPLFPRPHQWV LQ WKHZDNH
RILWVSRVWZDUUHHPHUJHQFH'HVSLWHWKHEXUJHRQLQJLQWHUHVWLQDF-
DGHPLFDQGFXUDWRULDOFLUFOHVLQWKLVSHULRGRI-DSDQHVHDUWKLVWR-
U\ WKHSDXFLW\RI UHDGLO\ DYDLODEOHPDWHULDO LQ D ODQJXDJHRWKHU
WKDQ-DSDQHVHKDVPHDQWWKHORFDOFRQWH[WSDUWLFXODUO\WKHZD\VLQ
ZKLFKWKHWHUPVZHUHFULWLFDOO\GHEDWHGZDVVRPHZKDWQHJOHFWHG
The texts selected in this book are ones that deal with Intermedia 
DQG ([SDQGHG &LQHPD ¿UVWKDQG 7KURXJK WKHVH WUDQVODWLRQV
RXU KRSH LV WKDW -DSDQHVH GHEDWHV RQ LQWHUPHGLD FDQ FRQWULEXWH
SUHVHQWHGKLVSURMHFWLRQH[SHULPHQW0DULQH6QRZ$QLPDWLRQIRU
the Stage 0DULQ VXQǀ %XWDL QR WDPH QR DQLPƝVKon  DW
6ǀJHWVX$UW&HQWHUZKHUHKLV DQLPDWHG¿OPZDV LQWHUUXSWHGE\
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